The article argues that the Millgate edition mobilizes two mutually validating conceptions of autonomous authorship: an editorial conception of the primacy of authorial intention; and a cultural conception of the primacy of the autobiographical subject. In response, the article retraces the history of the composition of the Life, finding that Hardy's secret effort to control the execution of his posthumous biography was not consistent with a disguised autobiographical intention. The Life declares the relational nature of the self, and represents that self formally and stylistically, as well as in its assumption of shared authorship. life at all, in other words, but to prevent anyone else from doing so by tying the production of a 'widow's life' to the execution of his will, in order to ensure that his papers did not fall into the wrong hands when he died. 54 The 'Notes' are a practical implementation of methods Hardy was trying out: a working model for the use of Florence or any other authorized person who would later take up the job. His intention was, as she notes, that they would work together; but they were both perfectly well aware that there was a reasonable likelihood of
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Ironically-and appropriately, given Hardy's lifelong delight in the play of aesthetic concealment and deception-the very exposure of this covertly self-authored work only served to increase its fictionality. As more than one critic has observed, the Life is an exemplary Hardyan 'series of seemings'. 13 Once we know that its 'apparent deficiencies', its disjointed form and miscellaneous contents, are actually 'the product of calculation rather than naivety', 14 we are free to see it, as Widdowson does, as 'Hardy's last "novel"', where he 'creates a "character"-a fictional other-who develops as the novelist directs him to and who "turns out" correctly, as the novelist wishes him to be perceived'. 15 
17
It could be claimed that Millgate has no interest in the fictionality or truthfulness of the Life, and that his concern with its authenticity is strictly editorial, and begins and ends with substantives and accidentals. Yet the authority of the Life and Work depends upon two mutually validating conceptions of autonomous authorship: an editorial conception of the primacy of authorial intention; and a cultural conception of the primacy of the autobiographical subject. The Life is unsatisfactory to Millgate because, although it is undoubtedly 'faithful to Hardy's memory', it does not always speak with his 'own voice' (LW, p.xxvi). Florence Hardy and Barrie had the best intentions, but they were 'ultimately 5 misguided' in their 'well-meaning ... attempts to edit [Hardy's] life at all, in other words, but to prevent anyone else from doing so by tying the production of a 'widow's life' to the execution of his will, in order to ensure that his papers did not fall into the wrong hands when he died. 54 The 'Notes' are a practical implementation of methods
Hardy was trying out: a working model for the use of Florence or any other authorized person who would later take up the job. His intention was, as she notes, that they would work together; but they were both perfectly well aware that there was a reasonable likelihood of
Hardy not living to see the job very far advanced (hence 'Man proposes-'). It would then be finished by her and published after his death with the perfectly accurate description on its title page that it was 'compiled largely from contemporary notes, letters, diaries, and biographical memoranda, as well as from oral information in conversations extending over many years'.
Hardy's 'Private Memorandum' laying out instructions for the production of the book seems originally (at some point still quite early in the process) to have been a quasi-legal document in which Hardy assumed the voice of his literary executors to prescribe how the 'facts here given' were to be supplemented and 'put into correct literary form, by an experienced writer and scholar' working in collaboration with Mrs. Hardy or, for a fee, ghost-writing it for her. 55 What happened, of course, is that Hardy lived a further eleven years, and ended up applying to most of the rest of his notebooks, diaries and letters the methods he had developed in 1917 for Florence's benefit: the routine of reading and sorting materials, revising and copying excerpts from them, incorporating them into a biographical narrative, and burning them.
Hardy thus achieved himself what he set out to have others do: produce a satisfactory record of the 'facts of his career' (EL, vii) based on documents vulnerable to misuse after his death, which should then be destroyed. He did not, of course, intend dying sooner than he did; but the self-authorship of the majority of the Life was, nonetheless, the unintended outcome of a seventy-seven year-old man not dying.
The work that Hardy found himself writing steadily through 1918 and 1919, as
Germany was defeated and he went on living, quickly absorbed him with its formal problems and possibilities. His belief that 'he could write objectively and dispassionately about his own younger self' (LW, p.xix) was balanced by the knowledge that he was, after all, only laying the foundations for a work that others must finish sooner or later. Under those circumstances, the protagonist that took shape in the Life was not only a younger self but an already dead self, reconstructed from chance literary remains and scraps of remembered conversation. If that posthumous point of view was congenial to Hardy, so too was the sense that this was a job that needed doing well-thus, he ended up being the professional ghost-writer he had recommended his wife to employ after his death: the reliable 'good hand' commissioned by the overwhelmed widow to write the life of her eminent late husband. 56 Important, too, as time passed, were the almost Shandean circumstances of his accidental authorship:
destroying old notes and letters even as he was writing and saving new ones to record the details of his ongoing daily life for later use; living on to use and destroy those and write new ones to take their place.
While experiments were being made into the best arrangement and presentation of those documents and memories, the Hardys read (together) a succession of biographiesmostly of poets: Morris, Swinburne, Keats, Shelley-with an eye to possible models. 57 Significantly, they also read Lytton Strachey's notorious bestselling Eminent Victorians, with its scathing dismissal of the 'life and letters' biographies that enshrined, or entombed, the Victorians:
Those two fat volumes, with which it is our custom to commemorate the dead-who does not know them, with their ill-digested masses of material, their slipshod style, their tone of tedious panegyric, their lamentable lack of selection, of detachment, of design? They are as familiar as the cortège of the undertaker, and wear the same air of slow, funereal barbarism. One is tempted to suppose, of some of them, that they were composed by that functionary, as the final item of his job. The studies in this book are indebted, in more ways than one, to such works-works which certainly deserve the name of Standard Biographies. give interest to some autobiographies'. 64 His dying request had been only that Maitland write 'a short article or so' based on the scant available materials. 65 Maitland found himself unable to 'sum up a long life in a few pages, to analyse a character in a few sentences', however, and decided to tackle a full-length work instead. And if 'I am to write him at all', he added, 'I must use other words and other eyes than mine, more especially his own-which means that I shall copy a good many extracts from his letters, and report what has been told to me by his sister, his children, his pupils, and his friends'. 66 The purpose of these extracts is to do most of the work of the biography: to progress the narrative and reveal by reflection the character of a famously shy and cross-grained man.
Their purpose in Hardy's Life, and their effect, is altogether different. Maitland relies on Strachey's 'ill-digested masses of material'-entire chapters are strung together out of long letters, many of them by Stephen's friends and associates-and articulates them awkwardly with his framing narrative. By contrast, Hardy inserts hundreds of short journal and notebook entries, using their dated headings to fix their place in the narrative, usually without introduction or explicit transition. 67 The inverted commas and first-person pronoun encourage us to view them as a series of innocently autobiographical revelations (innocent in the sense that they were never intended for publication, which is part of their meaning). They authenticate and authorize the reticent widow's account of events, given in the third person, and complement the retrospective res gestae history of a public life and career: the career of the man of letters and man about town (and county town). In the staid conventions of the lifeand-letters biography, the widow is the guardian of her husband's unguarded utterances: we are privileged to witness such flashes of the great man's mind as the great man's wife permits. Despite the promise of the unifying 'I', however, these excerpts do not offer us direct insight into Hardy's inner life; nor do they constitute a sense of his continuous identity.
If they disrupt and distance the public self of the third-person narrative, it is not by interpolating a confessional counter-narrative, but by alternating between generically diverse kinds of text: aphorisms, observations, arguments, anecdotes, and bare autobiographical and historical facts. As many critics have observed, the resultant work 'eludes the established categories of autobiographical description, memoir, apology, confession'. 68 There have been many attempts to explain this monadic chain of memoranda by reference to Hardy's aesthetic and philosophical concerns. Like Hardy's poems, they are a 'series of feelings and fancies written down in widely differing moods and circumstances, and at various dates' which 'will probably be found, therefore, to possess little cohesion of thought or harmony of colouring' 69 : 'passing thoughts only, temporarily jotted down … for consideration, and not as permanent conclusions'. 70 Their present tense gives them a vital immediacy, in striking contrast to the official past-tense narrative of the dead public man. The miscellaneous contents of a receptive, affective consciousness, hyper-sensitive to changing environments and the passing of time, they do, truly enough, leave us with the Hardyan sense of a life only intermittently (or belatedly) meaningful, and a life story constructed out of the competing and often conflicting assertions of other selves.
Hardy's imagination, Virginia Woolf suggested, worked in just this way 'when it was most at its ease', flashing its light fitfully and capriciously like a lantern swinging in a hand, now on a rose-bush, now on a tramp frozen in the hedge. He has none of that steady and remorseless purpose that people would attribute to him. It was by chance that he saw things, not by design. By far the most common type of entry, however, is the recounted story. In the course of these two chapters Hardy retells no fewer than twenty anecdotes attributed to a variety of 'August 31. My Mother says she looks at the furniture and feels she is nothing to it.
All those belonging to it, and the place, are gone, and it is left in her hands, a stranger. That Florence (perhaps spitefully, perhaps alone or on advice) removed many references to Emma; that she cut down the tedious lists of aristocrats; and that she added many details of colour, anecdotes, and excerpts from letters: all this is true. That Hardy took possession of his own biographical materials to 'prevent misrepresentation when [he] would be no longer able to correct it' and 'give … gossip the lie', and that he suppressed particular facts about himself, is likewise incontrovertible. 77 But it remains that 'he took no interest in himself as a personage'. 78 His secret will-to-control his own life story was that same will 'to outwit circumstance and overcome it' that Davie identified as the mark of his personality and career. In writing down his story, Hardy was offering it back to those proximate others-his father and mother, his first wife, his friends and acquaintances, the old timers in Stinsford churchyard-whose lives 'always were, are, and will be' and who 'are living still in the past'.
Florence Hardy shared the authorship of the Life with these many proximate others; and the Early Life and Later Years deserve to be restored to their place as the authoritative texts of a work that could never be described with any confidence as Hardy's autobiography. 
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